Middle school choral teachers have many available resources outlining teaching strategies, pedagogical approaches, and repertoire developed to address the needs of young adolescents and their changing voices. Many of these resources come from established experts, and they contain practical information that can be readily employed within the choral classroom.
Karl Gehrkens wrote of the possibility that general music might engender enthusiasm from these boys because "when he once gets over the fear of being called a 'sissy' for liking the tonal art, he is likely to become an even more loyal and ardent devotee of his musical organization than is the girl." 6 Several others wrote of igniting interest in boys, including a description of a "class of eighth-grade boys, all of them more or less recently come to America from the potato fields of peasant Europe -huge, heavy-eyed fellows who had not yet discovered what [singing] was all about." 7 Many MEJ authors were as passionate as Irvin Cooper: "The future is bright, but it behooves the junior high school general music teacher and choral director to realize to the full this brightness by coming to grips with the vocal problems which beset him (not the children)." 8 Cooper wrote that when music education was extended to every child in the junior high during the 1920s, "singing was the first item on the new course -it costs least. The singing of girls' groups was capably handled, but the moment mixed classes or boys' classes where the boys' voices were passing through the change were tried, conditions were chaotic. Even unison singing of traditional tunes was an unmusical farce. Poor, poor boys . . . The solution of the Junior High School choral problem lies in the ability of the teacher (a) to identify each boy's voice according to quality and range, classifying it accurately . . . , (b) to organize the boys into part groups, (c) to integrate these groups with girls' voices, (d) to select singing material within the vocal ranges of these various parts." 9 A large number of MEJ authors sought to effect Cooper's solution by examining the characteristics of the adolescent boy and his vocal physiology, and then drawing implications for pedagogy and choral singing.
Changing Voice -4
The Adolescent Boy 
Masculinity and Sports
A common theme through these MEJ articles was an emphasis on addressing issues of masculinity within the choral music program. Gehrkens wrote that the boy "welcomes the chance to use his lower tones on an appropriate part -if possible called bass! -even as a little later he will welcome the chance to use a razor on his chin, before it is -strictly speaking - "Prove to your boys that the glory of singing a fine song is almost equal to the glory of gaining twenty yards . . . That day will dawn when the coach will come to you and say, 'Knock-em-cold
Hooligan has been slipping because of too many rehearsals for the boys' octet. Do you suppose we could plan a schedule so that he can get a little more time off before the big game?' By the time you reach this point, you will have built up such a strong constitution that you probably won't faint." Banner.' In the changed voices, there is more likelihood that the curve of the melody will be preserved, but the occasional two octave gap between some of them and your treble voices will result in a musical effect desirable only in a selection for Halloween." 
Male and Female Ensembles
MEJ's authors have largely supported the notion of separate choral ensembles for boys and girls during adolescence. In 1922, Giddings wrote, "What these fellows need is extra practice just at this time. They yearn for a chance to show they are men and can do things in music uncontaminated by female help. They love to sing. They like it better than girls do, but they are fussy about what they sing and how it sounds. They are very enthusiastic (they never say so) when it sounds well; bitterly critical, they speak right out, when it does not." 37 To address this, a committee on singing during adolescence recommended in 1930 that girls and boys be segregated in music classes. 38 Swanson suggested telling an all-male group, "You are about to be given a new voice, maybe a more beautiful voice, and a whole new kind of singing will open up for you . . . This is strictly boys' business and the girls aren't even going to know what is going on until one day you will invite them in and they will be amazed at the new sounds they will hear." 39 On the other hand, authors such as Robert Conrad argued, "To further stimulate the interest of boys and girls in singing, it is best to work with mixed groups rather than with boys' and girls' glee clubs." The frustration of some teachers with the various classification and testing systems was exemplified by Josephine Holtgreve's reference to adolescent male singers as "what-you-preferto-call-them." 44 Swanson argued, however, that testing and classification was superior to being labeled a "'deficient' singer or urged to somehow 'get the voice up there or down here.'" 45 "An academic discussion of voice labels and classifications is interesting," he wrote, "but what goes on in the classroom and the educational results we achieve are really of the first importance."
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Repertoire Selection and Pedagogy
Holtgreve wrote, "after all the theories have been expounded, voices categorized, and ranges standardized, you still have a chorus of boys whose ranges and abilities are different.
What are they going to sing? . . . The songs must be tailored to suit the voices, not vice versa.
And the voices are mighty hard to suit." 47 Dick Thompson agreed, "The dearth of quality choral materials for changing voices forces some of us into the role of editor/arranger." 48 In an extensive article outlining compositional implications of John Cooksey's research, composer
Emily Crocker noted, "The piece that worked so well with last year's group may be completely unsuited to this year's group." 49 Cooper offered, "unless the tessitura of the printed parts conforms to the actual tessitura of the voices which will sing them, singing parts will get lost and boys particularly will wander in search of any tune their voice can encompass." 50 Sally Herman agreed, stating "Another very important ingredient of successful music reading and rehearsing is to keep all students in the best part of their voice ranges (tessituras) for most of the rehearsal. This is especially true for the male adolescent singer." 51 Shewan cautioned, "A common mistake on the part of many music educators is the selection of music which is easy rhythmically and tonally but demanding in range, tessitura, and dynamics . . . a choir can perform a work of the highest calibre and of great rhythmic and tonal difficulty when the range, tessitura, and dynamic demands are limited." 52 A number of MEJ authors have been critical of how repertoire is rehearsed. Forcucci wrote, "What happens in our rehearsals? The girls learn their parts quickly and sit patiently while the accompanist 'pounds' out the boys' parts. After some time, we feel that the boys have the notes. Now, we put all the parts together and ask the pianist to play the accompaniment.
Yes, the boys always seem to get 'off' and the results are disheartening to everyone." 53 He continued, "Our boys, at this time, are making a vocal adjustment, but, more important, are also making a hearing adjustment. This is a very crucial period, one in which we unthinkingly add to the confusion by assigning to them the task of not only singing in tune, but also singing a part which for them is 'somewhere down low' and supported (teacher says) 'somewhere in the piano accompaniment.'" We end where we began, with the words of Frances Elliott Clark about the promulgation of music education: "Whenever and wherever you band together and demand these opportunities for your children they will be forthcoming . . . As a vocation, Music is much stronger than anyone would think. We are trying to train the boys to be carpenters and blacksmiths, but there are probably more people earning their living in music in some way, than in either of these trades."
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SIDEBAR
What Do We Know?
Scientific research provides choral teachers with information about the boys' changing voice. The information below is drawn from the research of John Cooksey and the other resources listed below.
1.
Boys experience the adolescent voice change in a sequence of stages that occur at varying rates. The result is a predictable progression marked by periods of growth and stabilization. 2.
All normally healthy boys progress through the same sequence of stages, with some "rebounding" to higher pitch levels after the final stage. (Ask an adult tenor if he ever had "bass" notes . . . most did!) 3.
The hormonal secretions that activate puberty also initiate the process of vocal change. This begins at different times in different boys, as early as ages 9 or 10 and as late as age 14.
4.
The first vocal sign is that the upper pitch range becomes unstable and more effortful with a vocal quality that becomes slightly breathy. For most boys, the peak of the voice change (when falsetto begins to emerge) occurs somewhere in the 13 th or 14 th year. The voice change continues through the college years. One can expect many stages of voice change in groups of seventh grade boys.
5.
The best way to assess a boy's voice is to identify the entire vocal range, excluding falsetto. When we only notice the lowest pitches, it may seem as though the change process occurs very quickly. But, the boys' newly acquired low pitches are only part of the change process. Other important factors are tessitura, voice quality, register development, and the average fundamental speaking pitch. 6.
Sometimes boys try to sing an octave lower then they're supposed to because they're imitating a female teacher who is singing at the very bottom of her range -with the best of intentions, of course. The reverse often occurs when adult men sing in their falsetto when modeling for treble singers -and the trebles sing an octave higher than expected. 7.
The "cracking" in adolescent boys' voices is simply a result of laryngeal muscles growing at different rates. This effect can be somewhat minimized by encouraging boys to sing prior to and throughout the voice change, helping boys adjust to the new vocal techniques required by their developing vocal musculature, and encouraging them to sing with their "new voice" as well as their falsetto when it becomes available to them. 8.
Adolescent male voices should not be expected to sound like adult voices. Teachers may consider using labels other than "tenor" and "baritone" to identify parts in printed octavos (many publishers already do this).
(continued)
